on cognitive and moral over aesthetic dimensions of experience.
Moreover, the Judeo-Christian religious tradition has long empha sized doing the will of God through conformity to universal ethical imperatives and moral obligations, rather than the visionary apper ception of beauty through aesthetic feeling and artistic intuition.
However, in the twentieth century, Alfred North Whitehead has framed a radically innovative axiological cosmology which esta blishes the primacy of aesthetics over morality and logic, while at the same time positing the equivalence of religious and artistic values. In his work Religion in the Making Whitehead writes:
The metaphysical doctrine here expounded finds the foundation of the world in the aesthetic experience. . . . All order is therefore aesthetic order, and the moral order is merely certain aspects of the aesthetic order, and the aesthetic order is derived from the immanence of God (1960, p. 116).
Among medieval canons of taste in Japanese aesthetics, the first principle of beauty is termed yugerx 幽玄 meaning "shadows and darkness" op "mystery and depth. 1 . dim, massive and important. These dim elements provide for art that final background apart from which its effects fade.
The type of Truth which human art seeks lies in the eliciting of the background to haunt the objects presented for clear consciousness (1967, p,270) .
In order to more fully comprehend Whitehead's theories on art, beauty and aesthetic value experience, it is necessary to make reference to some of the technical aspects of his categoreal scheme. According to Whitehead's axiological metaphysics, "the teleology of the Universe is directed to the production of Beauty" (1967, p. 265). Throughout his various speculative works he argues that each "occasion of experience" or quantum-pulsation in nature is an aesthetic event arising out of a process of creative synthesis which unifies a multiplicity of causal influences (prehensions, feelings) into a background field for the foreground focus of attention; the patterned contrast between foreground focus and background field is the primordial structure of beauty or depth.
The ultimate telos or "subjective aim1 1 of each creative synthesis is to elicit maximum depth of intensity of feeling through patterned contrast:
This naim at contrast" is the expression of the ultimate creative purpose that each unification shall achieve some maximum depth of intensity of feeling (1978, p. 114).
And again:
Contrast elicits depth, and only shallow experience is possible when there is a lack of patterned contrast (1978, p. 114).
In this context, Whitehead specifies that the fundamental condi tion for achieving maximum "depth of feeling" or "depth of satis faction*1 in an occasion of experience is through the evocation of patterned contrasts between the "narrowness and width," charac terizing the foreground focus and the "triviality and vagueness" characterizing the background field (1978, pp. 111-12). The "trivi ality and vagueness" of the non-articulated background designates its dim remoteness and massive uniformity; the "narrowness" of focal objects in the foreground enables them to be articulated with clarity and distinctness, while their "width" allows for pat terned contrasts eliciting maximum depth of feeling.
Whitehead relates the foreground-background structure of beauty and art to the metaphysical distinction between Appearance-Reality:
Thus it is Appearance which in consciousness is clear and distinct, and it is Reality which lies dimply in the background with its details hardly to be distinguished in consciousness C r e a t iv it y w h ic h e v e r y w h e r e h a r m o n iz e s multiplicity into contrasts th ro u gh the d y n a m i c intera ctio n o f y a n g a n d yin.
Y U G E N IN M O D E R N J A P A N E S E L I T E R A T U R E
W i t h the a d v e n t of the M eiji R e sto r a tio n p erio d (1 8 6 8 -1 9 1 2 ) arose a r e n a is s a n c e of J a p a n e s e literature, w h i c h d e v e l o p e d as a syn th esis o f traditional J a p a n e s e a n d m o d e r n W e s t e r n literary t e c h n iq u e s .
T h e y u g e n ideal o f literary a e s t h e t ic s form s an im p o rta n t stream in m o d e r n J a p a n e s e fiction, a n d n u m e ro u s H o w e v e r , in this discussion I w o u ld like to focus on the literary a e s t h e t ic s o f T a n i z a k i J u n ic h ir o (1 8 8 6 -1 9 6 5 ). In his a c c la im e d treatise on O r i e n t a l a e s t h e t ic s entitled In Praise of Shadows, T a n i z a k i co n trasts W e s t e r n versus J a p a n e s e ideals of b e a u t y in term s o f a distinction b e t w e e n light a n d s h a d e , s u r fa c e a n d d e p t h or r e v e a le d a n d h id d e n . A c c o r d i n g to T a n i z a k i , w h e r e a s m o d e r n W e s t e r n cu ltu re m a y be c h a r a c t e r i z e d by its a e s t h e t ic p r e f e r e n c e for bright m ulticolored o b je c t s explicitly r e v e a le d in the glare of electric lights, traditional J a p a n e s e culture has d e v e lo p e d a highly r e fin e d a e s t h e t ic p r e f e r e n c e for the p a tt e r n s of shadows cast by T h e t h e m e o f Z e n B u d d h is t "s u d d e n e n lig h t e n m e n t " a n d its relation to the visio nary a p p e r c e p t io n of b e a u t y as lum inous d a r k n e ss finally c u lm in a t e s in th e last s e n t e n c e o f T a n i z a k i !s s to r y ， w h ic h r eads:
It s e e m s that w h e n the priest G a z e n o f the T e n r y u T e m p l e h e a r d t h e story of S a s u k e 's self-im m olation, h e p raised him for th e Z e n spirit w it h w h ic h h e c h a n g e d his w h o l e life in a n instant, turning the ug ly into b e a u t ifu l, a n d h e said it w a s v e ry n ea rly the a c t o f a saint ( 1 9 6 3 ， p. 8 4 ). 
In his analysis of this passage presented in Modern Japanese
Writers, Ueda Makoto has stated:
In s u m , th e o u t s t a n d in g fe a t u r e of T a n i z a k i !s literary a e s t h e t ic is his p r e o c c u p a t io n w it h the s u b c o n s c io u s ( 1 9 7 6 , p. 6 0 ).
I n d e e d , for T a n i z a k i the yugen or "h i d d e n d e p t h s 1' o f h u m a n n a t u r e u ltim ately signifies the n o c tu rn a l d a r k n e s s a n d d e p t h s o f the u n c o n s c io u s p s y c h e , in clu ding not sim ply the J u n g i a n u n d e r w o r ld o f religious mandala symbolism produced by archetypal imagination, but also th e F r e u d ia n p s y c h e w it h its erotic a n d d e m o n ic fa n ta s ie s.
A c c o r d i n g to T a n i z a k i Ts literary a e s t h e t ic , t h e n , the s o u r c e o f all fiction is this T T d e e p w e ll1 1 o f the u n c o n s c io u s , a n d t h e fu n ctio n of literatu re is to e x p r e s s the c o n te n t s w h i c h spring from its dark interiors.
In this c o n t e x t , it is interesting to n o te the v ie w s o f M o ri O g a i ( 1 8 6 2 -1 9 2 2 ), the first g r e a t novelist a n d literary p e r s o n a g e in J a p a n to im port m o d e r n W e s t e r n philosop hical a n d a e s t h e t ic th eo ries d u rin g the M eiji R e s t o r a t io n p eriod. A t o n e point early in his c a r e e r O g a i e n d e a v o r e d to interp ret traditional J a p a n e s e artistic and literary ideas through the aesthetic Idealism pro pounded by E d u a r d von H a r t m a n n in his Philosophy of the Unconscious. B a s e d on v on H a r t m a n n 's a e s t h e t ic Id e alism , O g a i a r g u e d th a t th e U n c o n s c io u s is the s o u r c e o f all art a n d b e a u t y .
O g a i th en a n a l y z e d the J a p a n e s e a e s t h e t ic c o n c e p t o f y u g e n , using it as s y n o n y m o u s w it h v o n H a r t m a n iV s notion o f the U n c o n scious (B o w r i n g 1 9 7 9 , p p . 73-77 a n d 1 2 9 -1 3 0 ).
In his chapter on "Truth and BeautyT T from Adventures of
Ideas, W h i t e h e a d also discusses the unconscious origins of art, stating:
T h u s c o n sc io u sn e s s, s p o n t a n e it y , a n d art a re closely in ter co n n e c t e d . B u t that art w h i c h arises w ithin clear c o n sc io u sn e s s is only a sp e c ia liza t io n o f the w id e ly distributed art w ithin dim c o n s c io u s n e s s or w ithin the u n c o n s c io u s a ctivities o f e x p e r i e n c e ( 1 9 6 7 , p. 2 7 0 ).
H e a dds:
In this w a y the w o r k o f art is a m e s s a g e from the U n s e e n . It T h r o u g h o u t the p re se n t essa y I h a v e e n d e a v o r e d to interpret this k e y J a p a n e s e a e s t h e t ic c o n c e p t o f y u g e n in term s o f A . N .
W h i t e h e a d 's o r g a n is m ic m e t a p h o r o f a "p e n u m b r a l s h a d o w 11-v isu a l ize d a s a "f in it e fo cu s o f clarity" w h i c h "f a d e s into a n en v ir o n m e n t o f v a g u e n e s s s tr etc h in g into the d a r k n e s s o f w h a t is m erely b e y o n d .1 1 F r o m t h e W h i t e h e a d i a n p e r s p e c t iv e , t h e n , the ultim a te fu n c t io n o f art a n d literatu re in th e y u g e n style o f J a p a n e s e a e s t h e t ic s is to m an ifes t the b e a u t y o f h id d e n d e p t h s , by raising into clarity the v a g u e a n d indistinct "o v e r t o n e s o f fe e lin g 1 1 from a dim p e n u m b r a l region o f s h a d o w s a n d d a r k n e s s , w h ic h fo r e v e r h a u n t s those o b je cts clearly illum inated in the fo r e g r o u n d fo c u s of a t te n t io n .
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